we can see in detail. But if one asks us about this elusive existence of the soul, only a few people could find the words to answer. Only while dreaming, meditating, foreboding, in trance, when the body is at rest or is subject to something unknown, our visions make us cognize this mystery, with which each of us is connected.
At these moments, most of us are admiring and horrified, and of course, we cannot remember that it has been a while since culture created accessible to everyone the language to talk with the own soul.
Ones of the first to recognize this fact were the linguists. The Brothers Jacob and Wilhelm Grimm, the famous German philologists, throughout their life worked on the creation of German etymological dictionary. Considering the origin of words, they plunged into the history of folklore speech and, starting in 1808, they began to put down the tales from oral and written sources. The dictionary was never completed, Vrubel felt like an oracle of nature, trusting its secrets to people, and for many years he was like a prophet of pantheism, which in the late period of his disease desperately troubled him by sinfulness in Christian sense. Vrubel's "Swan Princess" seems to be slipping away into the darkness, turning only to muddle and to warn.
His "Pan" is similar to a Russian peasant: he feels at ease among these fields and birches on the background of the mysterious night horizon.
Before plunging into this folk night, the pan as if calls out to something essential in a Russian man and looks sternly and straight into the eyes of each spectator. Like his fabulous heroes, Vrubel quickly "descended into the darkness": he was only fifty years old when he was beaten by a serious illness, blindness, and death. And being already recognized by critics, he was followed by the words of another great Russian proclaimer of pantheism Alexander Blok: "I know one thing: in front of what Vrubel and those like him reveal to mankind once in a century, I can only be thrilled.
Those worlds that they have seen we do not see, and it makes us say a poor, expressionless word 'genius'" (Blok, 1962: 690). ...This is so simple and so mysterious language of fairy tales. It was consistently practiced by those, who are best remembered for being great storytellers of the world. Many of them, as well as Wilhelm Grimm and Mikhail Vrubel, "celebrate" their anniversaries in 2016.
Today, with their help, we will try to think through all three major incarnations of Fairy Tale -fairytalegraphy, fairylore and fairytale therapy.
Fairytalegraphy
The word "fairy Tale" has always hidden something exciting, childlike touching and wonderful... Scientists, who are considered to be serious and insightful people, often treat a fairy tale like children: they dissect it and by doing so they destroy and spoil it. In their books, the magic disappears and the fairy tale is presented only as "one of the genres of oral folk poetry; epic, mostly prosaic work of magic, adventurous or routine nature with the fictional setting" (Literaturnyy, 1987: 383) .
But what of this, pronounced by science, makes a fairy tale understandable for us? In a nutshell, nothing. Perhaps more benefit is brought by a simple folk proverb: a fairy tale is a lie, but there is a hint in it, a good lesson to the good fellows. The French writer-storyteller Charles Perrault quite agreed with this statement, saying that morality is the main point in any fairy tale for the first place in the fairy tale belongs to the idea and evaluation of reality, and only the second place is taken by imagery.
So what are the important for us true lessons of fairy tales? This is not so easy to understand, because when we turn to the fairy tale we find too many familiar and seemingly obvious things. For example, there is a common statement: "In the fairy tale everything is imaginary". If so, why did great Vladimir Propp insist on the following?
"No plot of the fairy tale cannot be studied without the other, and, secondly, no motif of the fairy tale cannot be studied without considering its relation to the whole"? (Propp, 1986: 19) On the other hand, the search for the roots of the fairy tale in the historical past reality is, of course, interesting and necessary, but not sufficient. The texts also reflect another reality. Fairytalegraphy of the world is much broader and can be motivated by the present events, too.
For example, in the film based on the play by E. Schwartz "Cinderella" stepmother's relations prevent fairy godmother from punishing her, although the godmother highly appreciates justice: it is "very bad not to go to the ball, if you deserve it!"
Other "Cinderella", ballet by Sergei Prokofiev, is the clearest example of this fairy tale's conditioning by present situation and traditional ideas at the same time. In December 1940, Prokofiev in a letter to the theatre director set forward his conception of the ballet: "I consider "Cinderella" primarily as a Russian fairy tale, and mean to tell about the heroine in Russian musical language" (Perkhin, 2011: 166 was listening to fairy tales in the distant days of my childhood" (Rou, 1973: 5) .
Twilight on the verge of day and night, light and shadow, the half-conscious, half-dreamy state is the sacred moment of reality, when the soul is revealed towards the image of the Universe.
And we believe it appropriate to formulate the hypothesis that it is a fairy tale, with its amazing geography and its archetype, which tells the eternal story of the soul's journey in the Universe.
This travel is no less real than the physical body movement.
In one of the climactic scenes of the movie "Harry Potter and the Deathly Hallows", being under the killing blow of Voldemort's wand, the hero falls into a kind of light-filled and calm space, where he meets Professor Dumbledore. and related C minor and C major (Kuznetsova, 2014) . In the opera plot, there are a lot of typical fairy tale motifs, i.e. snake-fighting, the hero's test of silence, passage through fire and water.
The ambiguity of the characters repeats the fairy tale morphologic structure, however it is more systematic in a Masonic way, so each hero has his/her double-trickster.
Tamino, the cultural hero of the opera, goes it is just as real as language, religion, science, or politics. Here is another argument: "the spirit and letter" of the trilogy conform to the information and network society standards which came to replace the industrial formation, accumulating all the fears of its age. In his essay "On FairyStories" Tolkien himself wrote: "The maddest castle that ever came out of a giant's bag in a wild Gaelic story is not only much less ugly than a robot-factory, it is also (to use a very modern phrase) "in a very real sense" a great deal more real. Why should we not escape from or condemn the "grim Assyrian" absurdity of top-hats, or the Morlockian horror of factories?" (Tolkien, 2010: 392) . Lewis Carroll, on his part, was amazed at how accurately real events followed the stretch of the authors' imagination.
So, besides the eternal archetypes, the fairy stories of all ages have to fight their own dragons.
Here is an ancient fairy tale: the hero is the one who gets swallowed, for it reflects the essence of Some important myths preconditioned a series of fundamental methods of cognition" (Ivanova, 1999: 3) . A. Losev suggested that it is the mythological thinking which still exists in a fairy tale that strives to overcome the clash of the opposites with a special mediator. Then the soul goes to heaven, and, finally, makes its way to the golden throne of Ahura Mazda… While evil souls find no helpers. They stumble on the hair-thin bridge and dash into the abyss.
An evil demon catches them and takes them to the darkness" (Propp, 1986: 339) . According to where the soul will wander, bringing diseases and death to the enemies. The Bantu people also believe in four human souls, one of which, the external one, exists in the likeness of an animal connected to the body, which can be a leopard, a turtle or a fish (Propp, 1986: 248) .
In many myths, soul is presented as an independent creature able to live separately from the man. One can have a soul which lives outside, The ideal is real for us, though we realize its principal inaccessibility. Let us claim that a fairy tale is both the analogue and a tool of cultural memory, for it is its "surprise not overburdened with material short-term concerns" (Loyko, 2002 : 30) the fairy tale and culture itself began with.
As collective memory, culture first of all manifests itself in the fairy tale through the constants of texts, the unity of cultural code, through the continuity and consistency of transformation. It also reveals the rhythm of culture, the rhythm of cultural "forgetting" and "recall". G. Deleuze rightfully suggested that everything in the world is "past-coming", as the past has not passed and it is "'contemporaneous'
with the present that it has been" (Deleuze, 2000: 139) .
One may, indeed, create a fairy tale based on a certain pattern or without any and, just like Tolkien did, say: "My world was born together with me". But still, even in his story, the dying kind Théoden, addressing the "glory of the ancestors", keeps repeating: "I go to my fathers, in whose mighty company I shall now not be ashamed", as though it was a prayer. Yes, the descendants described in Ancient Russian texts are not the only ones to realize that they would be remembered only through repeating the "glory of their forefathers".
Just like Harry Potter "the wonder boy", desperate for the support of his dead parents he believes to be the personification of all his ideals, young
Skywalker from the trilogy by George Lucas seeks encouragement from the deceased Jedis.
If we agree with M.M. Bakhtin that culture is standing on the verge (Bakhtin, 1975: 25) , it is correct to say that this verge coincides with the horizon of the fairy tale.
As we have found above, without special taboos and cultural rituals, new codes change the meaning of the fairy tale texts for us. To my mind, fairy tale studies are able to answer the question how far the pendulum of meanings of a modern fairy tale may sway. In its turn, fairy tale therapy may answer, why a fairy tale may need change of its canons.
Fairy tale therapy
Plunging into today's cultural annals climate, the right resourcefulness (Asenin, 1995: 209) .
Creative practice theory describes a method So, what is the main archetype of fairy tale as such, in any style and genre? To answer this question, let us try find something that is absent in the fairy tale.
To our surprise, we shall find that despite its moral geography and the ideal model of the world, despite its psychotherapeutic capacity the fairy tale never addresses God with a prayer.
Maybe, the ancient fairy tale is older than prayer as such? However, neither new literary fairy tales nor fantasy never speak to God either.
Why is it so? Maybe, because fairy tale is a religious text itself, but in a magical and ethical, not theological capacity. By the way, in the historical retrospective this aspect is never denied: it is accepted that there was time when myth disappeared from cultural life as an ancient religious ritual and an actual product of consciousness, while its remains were used for entertainment and education of children.
However, it is still stated that fairy tale is not only and not as historically as universally religious.
In other words, both myth as a way of world cognition, and fairy tale itself as a religious text are literally eternal. love" (Solomonova, 2015: 74) .
1
Derived from the "cherny" meaning "black" in Russian.
